In other words, the focus in this issue of Cognitive Semiotics is on aesthetic semiosis; the construction of perceptual signification in the artwork. Therefore, a natural way of proceeding for many of the contributors would first be to ask: what are the features, relations, and qualitative properties of the phenomenal world to which the visuo-cognitive system is geared to respond to in specific ways? And then to move on with the next question: how can such features, relations, and so forth, be exploited by the artist as a tool for perceptual meaning construction? If this relation between natural signification in everyday perception and aesthetic meaning construction can be convincingly laid down, it becomes possible to establish the general devices by means of which painters encode meaning in shape, colors, strokes, and relations between the latter (composition).
In his paper, Jean Petitot considers composition as a way of constructing perceptual meaning properly. If you want to construct morphological or broadly spatial counterparts to symbolically or iconographically significant entities in a painting, you must be capable of selecting certain spatial relations as outstanding and thereby endow them with a given semantic function. In a detailed analysis of Mantegna's The Madonna of Victory and Raphael's St. George, Petitot shows how painters semiotize spatial relations by adopting non-generic, unique and critical vantage points, or by constructing such non-generic configurations or morphological correlations. Such a procedure is a key element of compositional meaning making to the extent that it exploits humans' inbuilt sensitivity to rare or critical phenomena.
In the same vein, Peer F. Bundgaard attempts to lay down some of the principles which rule meaning making in visual artworks. In his paper, he shows how artists exploit features which are intrinsically significant for the visuocognitive system in plain, everyday perception, thereby transforming the automatisms of perception into a rhetoric of aesthetic intuition. The central concern is to demonstrate how purely spatial relations can become significant, or, in other words, how conceptual meaning can be anchored in perception.
Wolfgang Wildgen makes a case for Leonardo da Vinci's contribution to a "semiotics of art". In an analysis of the Last Supper, Wildgen first shows how the concepts of "geometry" and "dynamics" can be used to lay bare the compositional meaning of the painting. In the second section of his paper, he aims to characterize the configurational and gaze-dynamical structures in some of Leonardo's paintings (Virgin in the rocks, St. Anne) as morphological counterparts to valence patterns (case frames, scenes) in sentences or short narratives. Finally, these patterns are related to models from dynamic systems theory.
Iran Darrault-Hams' article is a case study of the use of non-genericity as a meaning generator in a concrete artwork, here a diptych by Cranach the Elder picturing Lucrece committing suicide and Judith after the murder of Holophem.
Zoi Kapoula et al. present an empirical eye-tracking study of aesthetic experience, with particular focus on the difference between eye movement patterns in observers trained in experiencing art and observers who are not. With their study the authors reveal, for example, that trained subjects are much more sensitive to elements of the painting which seem to play an important compositional role, whereas observers without art training tend to focus on the key objects of the motif.
In his contribution, Alessandro Pignoccbi critically assesses the import of disciplines such as cognitive psychology, evolutionary psychology, and the neurosciences on traditional approaches within aesthetics. He aims to define the foundations of a methodological framework which distinguishes between four basic topics: (1) the investigation of the cognitive phenomena elicited by the experience of things called 'artworks', (2) the investigation of the psychological structures determining the intuitive categorization of something as art, (3) the study of the intuitions and arguments used to build justifications about whether something is a work of art, and (4) the elaboration of a normative discourse about what ought to be called 'art'. Finally, he makes a claim to the effect that each of these topics can benefit from the cognitive approaches, provided that some specific methodological recommendations are respected.
In her paper Ellen Dissanayake leads back crucial formal features of "artification" (such as formalization, repetition, exaggeration, elaboration, and manipulation of expectation) to mother-infant bonding, or to those features of maternal communication that infants universally respond to, features that Dissanayake thus proposes to consider as "proto-aesthetic". She advances a hypothesis to the effect that these capacities and receptivities, which evolved from about 1.7 million years ago to enable mother-infant bonding, became a reservoir of affective mechanisms that could be used subsequently by ancestral humans when they first began to "artify" -that is, when they invented the "arts" as vehicles of ceremonial religious experience. Her hypothesis emphasizes the importance of preverbal, presymbolic, pancultural, cross-modal, supramodal, participative, temporally organized, affective, and affinitive aspects of aesthetic cognition and behavior. We are extremely grateful that Cognitive Semiotics has offered us the opportunity to present a discussion about crucial aspects of aesthetic cognition. We wish to thank the contributors for their valuable discussion about the foundations and devices for aesthetic meaning making. We are also indebted beyond imagination to the editors, their patience, their thorough readings and constructive critique, as well as to the anonymous peer reviewers who improved all the above papers.
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